Through selected excerpts of video diaries by "queer" subjects, the methodological issues that the video diaries raise and the kinds of data made available through them are explored. This article argues that identities are constructed as a "text" on the surface of bodies and that the participant's experience of "comfort" or "discomfort" relates to the extent to which they are read with or against authorial intention. Identity reading is complicated in a heterosexist culture structured by "the closet" in which "misreading" has been developed into a powerful normalizing mechanism.
occupy. Some writers, in arguing against the essential self, have proposed that identities are simply a product of context and are taken up and thrown off at will. However, I feel this is a misreading of postmodernism because this approach recenters the individual's will, positioning the individual as conscious author of his or her own identity. Furthermore, this certainly does not chime with my experiences of queer subcultures, in that whatever the space occupied, there seems to be some attempt to communicate queer identification, however subtly. To this end, I decided to explore queer identities in three different spaceswork, rest (home), and play (the scene)-to chart the similarities and differences in identity performances between them. To capture identity performances, it seemed highly appropriate to employ a visual method.
Beginning this study, I knew of no other research that had used video diaries. Photography had been central to much early sociology, in documenting slum conditions, for instance, but images were largely excluded from academic journals in the early 20th century as they became seen as "emotive" and "subjective." More recently, however, a number of writers have renewed sociological interest in still photography, in looking at experiences of breast cancer, women's art, and homelessness, for example (see Chaplin, 1994; Knowles, 2000; Spence, 1995) . There has been a long tradition of filmmaking in anthropology in the objective recording of "other cultures." The tendency here has been to make the camera less and less visible to its subjects in the hope of capturing "natural" cultural performances such as tribal dances and village life. An invisible camera is not something that I could realistically employ in so many different spaces, and I also felt that such a method reduces participants' agency in creating their own self-representations. It is precisely this self-representation that some anthropologists have sought to evacuate from their own projects on the grounds that it would introduce "bias" (Schaeffer, 1995) ; instead, a distant view represents the only "objective" method for these ethnographic filmmakers. There have certainly been attempts to move away from this position, and some visual anthropologists have given their participants film cameras to produce an anthropology "from within." However, these films have been criticized for being more "partial" and subjective than anthropologists'own accounts (Ginsburg, 1995) . In my own research, I wanted to use a method where participants were very active and reflexive in representing their own identities. Furthermore, drawing on poststructuralism, I believe that there is no "being" of identity beyond its performance. Self-filming therefore seemed the logical choice because it provided space for respondents' own reflections and did not present problems in terms of "true" performances.
At the time I was conducting the research, digital video was not freely available, so VHS video cameras were chosen as they were relatively cheap and easy to use. Furthermore, between 1990 and 1993, a series of short television programs called Video Nation, in which members of the public made video diaries, was broadcast nationwide in the United Kingdom on BBC2, documenting the "extraordinary" experiences of "ordinary" people. These gave the British public a familiarity with the concept of video diaries. Thus, many participants came to the research process with a clear idea of what a video diary might be and consequently, none expressed concerns about either the practice of making one or the technology used.
The final format for the research process, then, was to give each participant, contacted through "snowballing" techniques (one contact passed the camera to a friend or associate and that contact on to another, and so on), a camera, microphone, and tripod, plus a set of instructions. I conducted an initial interview, during which I explained the process and the operation of the camera and then left the camera and blank tapes with the participant for up to 2 months. At the end of this time, I talked over the experience with the participant and reiterated the potential uses of the diaries in academic work. Each diarist was given a specific set of guidelines to follow. Key to this was the practice of dressing in clothes they normally wore for staying in, going out, or going to work. Diarists were then asked to film themselves in their typical choice of outfit for each setting and to comment on them and what the clothes, hairstyles, jewelry, and other bodily arrangements were designed to portray. Diarists were also asked to film themselves, where possible, in the different spaces, to capture differences between them in terms of comportments, demeanors, and behaviors. No specific instructions were given on the involvement of others in the making of the diaries. Participants were also free to record and rerecord their diaries at their own discretion. Once the diaries were completed, I viewed and coded them to identify points of similarity and difference and recurrent themes. In this sense, the analysis of the videos was similar to that of audiotaped research material, although the "style" in which the diaries were filmed as well as visual signifiers of sexuality were also noted. Finally, sections of different diaries were edited together around particular themes that emerged from them (see Figure 1 ).
THEORETICAL CONSIDERATIONS
As well as the practicalities of the research methods used, researchers need also to consider their methodological and theoretical approach. I would like to explore the idea of a queer methodology, but to arrive at this it is necessary to examine where this idea might come from. Debates in methodology have been moving quickly, largely mobilized on a critique of objectivism or what might be called the "view from nowhere" (the "God trick" according to Haraway, 1991) . Feminists have been central to this critique and have argued convincingly that all views come from "somewhere" and that claims to objectivity most often mask the masculinist views that underpin much of social science research. Furthermore, they have argued that in this view, women's lives and experiences are overlooked or excluded or simply taken as natural rather than produced by networks of power. In attempting to redress the balance, then, early feminist research was designed to be "by women, for women, about women"-foregrounding the inclusion and emancipation of women both within and outside the academy. The academy reacted to this with the rebuttal of subjectivity and partiality: Objective research should be disinterested and verifiable by any objective researcher. Clearly research for women could not claim to be disinterested, and insisting on the importance of research by women meant that it was not verifiable by men. However, this formula soon came under scrutiny by feminists themselves, especially antiessentialists and those who acknowledged that "woman" was not homogeneous but rather highly differentiated in terms of power.
Borrowing from Marx, Sandra Harding (1993) formulated a "feminist standpoint." Marx said that only the proletariat could see the exploitative relations of capitalism, as it was only the proletariat that experienced them: The bourgeoisie could not see this exploitation because they had an interest in maintaining it. Feminist standpoint used the same dynamic, proposing that only women could see the exploitative power of patriarchy-marginality from the patriarchal center affording them epistemic privilege. Thus, the more one was oppressed, the better one's view. This "view from somewhere," or feminist standpoint, Harding called "strong objectivity"-an implicit critique of the very notion of objective research (but also, perhaps a lingering attachment to it). Feminist standpoint was Figure 1 not essentialist, according to Harding, because it was based not on the biological fact of womanhood but on women's marginal position within patriarchywomen's "experience." However, in the assumption that all women are marginal and share the same experiences, she came in for some criticism by feminists who wanted to recognize the relations of power between women. In the formulation by women, for women, about women, woman becomes the mask of sameness in what is actually a highly differentiated group. These arguments have been advanced most forcefully by Donna Haraway (1991) , who has argued that all knowledges are "situated," not just in relation to gender but also, class, race, disability, and so on. Furthermore, Elizabeth Grosz (1995) , following Roland Barthes in her essay Feminism After the Death of the Author, has shown that no feminist text can guarantee a feminist reading (and no masculinist text can guarantee an antifeminist one). Instead, meaning is made by readers and frequently against authorial intention. This idea has been used extensively by queer theorists who have employed "queer reading," reading queerness into heterosexual author(ity).
Where, then, does this leave us in terms of a queer methodology? To reinstate a formula such as "by queers, for queers, about queers" would be ridiculous, given that the de-essentializing of sex, gender, and sexuality is one of queer theory's central aims. Queer theory is opposed to all normative regimes of sexuality, not only heterosexual but also homosexual ones. The category gay, for instance, also has its own internal power dynamic, producing gay subjects in disciplinary ways (especially in relation to conservative and liberal rights discourses of inclusion or those based in theories of a "gay brain"). As a result, the term queer is always in transition, attempting to avoid reification as a normative category. Although we might want to insist on some kind of "insider" research to avoid some of the worst abuses of power, we must question what the inside might be, given the instability of the category. Furthermore, because conservative gay discourses come from within, being an insider is clearly no guarantee of political radicalism. Can there be a queer standpoint, then, when queer is an umbrella term that catches many different and highly variegated identities and when many of those identities are acknowledged as positions in flux? Rather than reinscribe such a formula, I would instead like to propose queer methodology as a reading position. Finally, the promiscuity of identity afforded to queer subjects might also apply to academic subjects. Shifting from being true to one's discipline toward using the best theory or method to get the job done might also be resonant with a queer methodology, as Judith Halberstam (1998) wrote:
A queer methodology, in a way, is a scavenger methodology that uses different methods to collect and produce information on subjects who have been deliberately or accidentally excluded from traditional studies of human behaviour. The queer methodology attempts to combine methods that are often cast as being at odds with each other, and it refuses the academic compulsion towards disciplinary coherence. (p. 13) Perhaps the most distinct break between lesbian and gay studies and queer theory (aside from its greater inclusion) is the move from studying only the lives and experiences of lesbians and gay men to critical studies on heterosexuality, in particular a deconstruction of the binary of hetero/homo. Homosexuality is what (the later defined) heterosexuality has to exclude from itself to maintain its boundaries and definition. Queer theory "reads" the perversity back in and rediscovers the queer that has been sublimated from heterosexuality's consciousness or expelled into its Other-the homosexual. As a profoundly subordinated identity, queers have been "invisiblised" by heterosexual culture. There have always been those that have been able to transcend this invisibility by virtue of class or collectivity, for example, but in day-to-day life, many queer subjects have faced the necessity of staying in the closet, communicating identity in surreptitious ways. To secure employment or maintain relationships with family members, for example, queer subjects have effectively walked a tightrope between being "in" or "out" and because of this, have developed specialized reading skills concentrated on reading the identities of others, potentially alike. The pleasure of reading others, sometimes called "gaydar," and the pleasure of reading queer into "straight" culture (TV shows such as The Golden Girls, for example)-"queer reading"-is something in which many queer subjects have a particular expertise. That is not to say that only queer subjects have developed such skills-the derogatorily named "fag hag" is also a skilled reader, as is the homophobic extremist. However, whereas the homophobe reads queer as a negative threat to "normal family values," the queer reader reads queer as a way of dismantling "normative" and compulsory heterosexuality. Thus, perhaps video diaries could be said to have a particular affinity with queer methodologies in their visual representations of the encoding and decoding of queer (bodily) texts.
DEAR DIARY . . .
It is important to emphasize the importance of the video diaries in capturing the performativities of identity in ways that are qualitatively different from other sociological research methods. Performativity is a concept developed by Judith Butler (1990) that proposes that rather than resting on an "inner self" that is stable and complete, identity is nothing more or less than a set of compulsory and repetitive performances. Butler demonstrated the ways in which men "dragging up" as women reveal the process by which women also drag up every day through the application of particular hairstyles, clothing, makeup, and even the ways in which women work on their bodies to reshape them as "female." Part of being a "normal[ized]" woman is also to desire men and vice versa. Thus, Butler de-essentializes gender as simply a complex set of performances over which we have little or no control. Biological sex is not the foundation of gender but rather part of its discourse; the division into two genders and sexes makes sense only within a regime of "compulsory heterosexuality." To de-essentialize gender and sex also makes a mockery of the binary division heterosexual/homosexual. However, this does not imply any slippage between (voluntary) performance and (compulsory) performativity. Moreover, performativities are just as central to the identities of lesbians and gay men as they are to heterosexuals, because even realizing the discursive nature of sex and sexuality does little to help overthrow their powerful regimes.
Because I was interested in performativities manifest as bodily styles and behaviors, video seemed the obvious means of empirical investigation. The selfrepresentation in a video diary is more "complete" than the audiotaped interview, which provides only aural data. The use of video as a process in the research is equally important (compared with, say, the use of still photography) not only in producing a visual representation of identities but also in running alongside the narrativization of identity (through participants' commentaries) and in reflecting the selection, editing, and refining that constitute identity and performativity as process in all our lives (see Holliday, 2000) .
Video diaries afford participants the potential for a greater degree of reflection than other methods, through the processes of watching, rerecording, and editing their diaries before submission. Against other methods that focus on "accuracy" or "realism," then, this approach affords diarists greater potential to represent themselves; making a video diary can be an active, even empowering, process because it offers the participant greater "editorial control" over the material disclosed. Neither accuracy nor realism are important to this project, because (following Butler, 1990) there is no truth of the individual beyond their performance. That said, in the material submitted by participants, two important but fundamentally different styles of diary emerged. One style was primarily associated with those participants who involved partners and friends in the filming process. These tended to be lighthearted pieces incorporating jokes and ironic statements. Although concessions are made to the overall aims of the project, these diaries appear to be specifically designed to be "entertaining." So, for example, during the filming of one sequence, a friend of the diarist says:
Why are you being so witty and funny today? You're only trying to make out that you're a more interesting person than you actually are! These styles are not necessarily consistent throughout the diaries, and individual diaries comprise parts that are full of performances-dancing and singing, jokey telephone conversations, mock debates between soft toys, the baring of bottoms, and much giggling. This seems to suggest a high level of awareness of the camera. Of course, one would imagine that the diarists would be selfconscious in front of the camera; however, alone in front of the camera, these same diarists adopted a different style, as did those diarists who filmed themselves entirely without accomplices. The self-consciousness thus appears to be the result of performing in front of a known other rather than the camera itself.
Alone, the diarists appear to disclose more intimate details about themselves, so perhaps the relative candor is not due to a compulsion to confess but rather the desire not to be overly self-examining among friends. It also becomes possible in the absence of potential contradiction by others (see Figures 2 and 3) .
The style used by these diarists is, in fact, highly reminiscent of the confessional, a notion primarily associated with Michel Foucault (1979) in the History of Sexuality. The confession is certainly a structure of enormous importance given its prevalence in the (post)modern media, manifesting itself in many areas from biographical documentaries to the most sensationalist popular shows such as Rikki Lake and most infamous, Jerry Springer. Michael Renov (1996) saw therapeutic discourse undergoing a transformation as it became mediatized. He argued that video is a particularly confessional medium:
Confessional discourse of the diaristic sort addresses itself to an absent, imaginary other. . . . In the case of video confessions, the virtual presence of a partner-the imagined other effectuated by the technology-turns out to be a more powerful facilitator of emotion than flesh-and-blood interlocutors. (pp. 88-89) Renov (1996) also saw confessional video as empowering in the sense that it is beyond conventional media control. It is noncommercial and thus, not susceptible to the whims of a viewing market. In some senses it redresses the media imbalance, turning "passive" viewers into "active" producers: video reclaims television as a two-way communication process. Although Renov is perhaps a little overoptimistic, exaggerating the impact such video productions can make, there are two points in his argument that warrant further discussion. The first is the concept of the confessional that he employed in his analysis. As Foucault (1979) and many others have pointed out, the confessional is itself far from a one-way process. Confessing in psychoanalysis, for example, although always conducted within a network of power, is not enforced through domination. The confessional is rather a power game. The analyst cannot force the patient to confess but rather must coax a disclosure. The patient may give a response willingly-with the aim of a catharsis or cure-but because these disclosures can be painful or embarrassing, there may be resistance to them. The confessional is thus a game played out between the analyst and the patient, and the patient may choose to withhold or disclose information if he or she feels potential benefits may arise from this. Benefits may arise simply out of the fact of having a particular space in which to confess, an audience intent on listening. The patient may persuade the analyst that after all, their disclosures are those of a "normal" subject. They might even dismiss the analyst if the latter cannot be persuaded of their point of view, as Dora famously did to Freud. Thus, the psychoanalytic encounter may also afford the patient the power and space to speak that normal circumstances preclude. What the patient risks, of course, is having that speech rendered into discourse. This paradox is one familiar to queer subjects whose worlds historically have frequently collided with those of the analyst. 
VIDEO DIARY FORMATS AND AUDIENCES
In terms of the video diaries, the power to present one's subjectivity may override the risk of having that speech appropriated by others (for example, the media or indeed, academics). Thus, the fullest confession opens up the greatest space for self-representation. If a distant authority subsequently appropriates that speech, then this is of little consequence to the diarists themselves. For example, in my study Gill said, Why am I telling you all these things about myself? Well, I think that if you asked me I'd tell you, but you're going to tell other people; um, because I think that it's important and I think I've got things to say.
Although these confessions are by no means made externally to relations of power, the explicit nature of the material is facilitated by the unique space that participants are afforded to attempt to fix the meanings of what they say (see Figure 4) .
Although the diaries do appear confessional in style, it must be remembered that for this project, diarists were directed to talk about a number of specific foci. These were in effect fairly mundane (in terms of how identity is expressed rather than arrived at) and thus, they cannot be compared directly with, for instance, psychoanalytic encounters. Given this format, the frankness of the diarists' responses remains surprising. Yet one should not be overwhelmed into conceiving of this frankness as the "truth" itself (traditional psychoanalysis has tended to assume that the more difficult the confession the nearer it is to the truth). Rather these accounts are representations.
A final point about the content of the diaries and their specifically visual nature is the possibility they afford for actions and props. Most of us display our identities in visual ways through different arrangements of cultural products such as clothes and interior décor and the kinds of books, records, and CDs we display. In this respect, the diarists were no exception. The instructions to the project specified that diarists dress in the clothes they usually wore in specific situations, but many of them went beyond this, going through their wardrobes and identifying trends in clothing or specific items with special meanings. They often used panoramic shots to show music and book collections, posters and prints, and also pointed out items imbued with personally important meanings. For instance:
Steve pans the camera slowly around his bedroom which is small and very tidy. It is decorated with blue striped wallpaper-the kind that a parent might choose for their son. However, the walls are adorned with posters. The camera lingers first on a poster of River Phoenix, then on a postcard pinned to a board. Meanwhile Steve explains what we are seeing:
This is the safe haven . Figures 5A and 5B) The visual dimension of the diaries enabled a certain amount of acting out of particular situations or activities. There were office shots of everyday work encounters or much more personal activities, such as the shaving of body hair or the taking of hormone tablets, accompanied by discussions about these rituals. Such performances were frequently made central to the diarists' identities but were also sometimes discussed with a measure of ambivalence. Some of the diaries tended toward a more "artistic" structure and included, for instance, recitals of poetry and background music.
Video diaries capture the performances of identities and the ways in which they are mapped onto the surfaces of bodies, homes, and workspaces in fascinating ways. Put together, the intertextuality (as well as the limitations) of identifications becomes apparent in the ways in which similar props, or cultural products, occur across different diaries. In fact, identities may also be expressed in the very structure of the diaries themselves, which frequently borrow textual and visual codes from television programming and film. As James (1996) explained, Figure 5A Figure 5B
While video provides the arena in which an autobiographical self can be talked into being, the talking is realised only via video; the verbal is always mediated through its specific electronic visualization. Investigating this mediation in successive tapes . . . the social relations that constitute [lives] are themselves similarly mediated through video as text and video as a social process, video as audiovisual electronic information and video as a network of social institutions and apparatuses in which this information comes into being. (p. 125) However, to suggest that the diaries are only confessional would be misleading. For instance, Sue Dinsmore (1996) also looked at work on written diaries for her article concerning the BBC2 Video Diaries series. Simon Brett described how the diary fulfils a variety of different roles:
It can serve as a confessional or as apologia. It can be used to colour reality or to vent a spleen. It can be a bald record of facts or a Gothic monument of prose. It can chart the conquest of a libertine or the see-sawing emotions of a depressive, it can chronicle the aspirations of youth and the disillusionment of age. (quoted in Dinsmore, 1996, p. 44) Certainly many of these elements appear in the video diaries I collected, and the styles employed varied considerably across different diarists and within diaries.
CLOSETS AND COMFORTS
I will now turn to a particular issue that emerged from the diaries as a way of elaborating their potential for queer methodology. Although queer readings in literature or some parts of cultural studies have largely confined their analysis to written texts or film and TV, examining the heterosexist ideologies conveyed by them or deconstructing their omissions or silences, I would like to turn this instead toward bodily texts and the process of reading and misreading identities. In Epistemology of the Closet, Eve Kosofsky Sedgwick (1991) argued that sexuality is a primary structuring principle of modern society and culture, and that the hetero/homo divide has remained fundamental to contemporary identities. Rewriting Foucault's analysis of the relationship between knowledge and power, in her discussion of the closet, Sedgwick focused not on knowledge but on ignorance:
The fact that silence is rendered as pointed and performative as speech, in relations around the closet, depends on and highlights more broadly the fact that ignorance is as potent and as multiple a thing there as knowledge. (p. 4) The closet, Sedgwick (1991) said, is "the defining structure for gay oppression in this [20th] century" (p. 72); it is constituted through binaries such as public/private, in/out, majority/minority, knowledge/ignorance. The closet becomes secrecy itself and is the dividing line for hetero/homo. However, the heterosexual/homosexual binary is not manifest in distinct kinds of persons but rather exists within each individual: It is the individual's homosexuality that must be confined to the secrecy of the closet. This dividing structure invokes a kind of "institutionalized ignorance" in which heteronormative culture claims a powerful ignorance of homosexuality with the intention of effecting its subordination through denying its existence (see Figure 6 ).
This produces particular problems for queer subjects, because "mainstream" culture systematically denies their existence, producing a closet through the presumption of heterosexuality. Thus "coming out" (of the closet) is never a onceand-for-all event but rather an unending process. Every new encounter erects new closets-the closet is a "shaping presence" for all gay people. Furthermore, coming out carries risks, such that even at an individual level, there are remarkably few of even the most openly gay people who are not deliberately in the closet with someone personally or economically or institutionally important to them. (Sedgwick, 1991, pp. 67-68) In the context of my research, coming out was a process constantly being negotiated and renegotiated by the diarists. It was also shown to be extremely difficult and stressful, given heteronormative culture's reluctance to listen or to "presume." See, even with pictures like that on the wall people still have no idea. . . . You can be almost blatant and people still don't know. I never talk about men, I never talk about boyfriends . . . and that seems to be OK. Whatever I do seems to be OK. And yet I haven't told anyone here. There seems to be almost an understanding that I am . . . I think anyway . . . I think they know . . . but no-one's actually ever said. But then again sometimes they say some really homophobic things and I think 'well you couldn't possibly know then'. But sometimes I say things to people here and I think I'm surprised I get away with it, because sometimes it's really filthy! And I just keep doing it and I think 'surely they're going to get an idea sooner or later', but they just don't! (See Figures 7A and 7B ) In this case, Sam has tried to invoke a number of bodily and behavioral performances, workspace adornments, and speech acts that have consistently failed to break her out of the closet. Her demeanor in front of the camera is uncomfortable. She is clearly torn between the idea that people should "know" and the anxiety that she should tell them. "Are you gay?" is the one question that will never be asked. Sam clearly wants to be read as lesbian and has made many moves to improve that possibility. Her discomfort derives from being consistently read against her authorial intention.
The lengths to which heteronormative culture will go to maintain ignorance of its Other is clearly demonstrated in the following extract. Steve is a 20-yearold student living at home with his family:
Steve is sitting on the sofa in his partner's front room. The camera, operated by his partner, is focused close up on his face, which is rather flushed. He talks quickly and urgently, looking rather flustered and bemused:
A guy I've started hanging around with, John, he's straight, I've met his girlfriend, or ex-girlfriend as it is now. . . . He's very good looking but takes an awful lot of pride in his appearance. Well, one day the group that we were with, a group of girls, caught him looking at a lad that he thought he knew and started taking the piss out of him to say he was gay . . . um . . . I wasn't there at the time, and I came back after my lecture and they were all saying "John's gay, John's gay," and anyway . . . I haven't told them I was gay. . . . If any of them had asked I would have told them but they haven't and . . . um . . . John turned round and said "For all you lot know Steve and I could be having an affair." . . . One of the girls turned round and In this extract, some of the particular motivations for ignorance of Steve's declared homosexuality seem more obvious. It seems likely that the "girl" he refers to has a special interest in Steve being heterosexual-perhaps she carries a torch for him. However, more interesting, Steve insists that John is straight, evidenced by his ex-girlfriend. Because John openly proposes the possibility that he and Steve could be lovers (for all the girls know), then John's undisputed heterosexuality seems at the very least open to contestation. Even if this were said in a jokey, "homosocial" way, the slippage between homosocial and homosexual would simply suggest that John is excluding his own homosexuality into the closet (as all heterosexuals do). However, as I suggested earlier, and as is borne out in Steve's denial of John's potential homosexuality, it is not only heterosexuals that police the boundaries of the closet. That a sign as arbitrary as an "exgirlfriend" could be used by a gay man as proof of someone's heterosexuality makes visible the ways in which heterosexuality is the normalized category of the majority.
Finally, I would like to refer back to an earlier clip by Steve. He mentions that his bedroom in the family home is a "safe haven" where he can put up pictures that he feels are clear markers of his (homo)sexuality. He also tells us that his father never enters his room. Why would a father never enter his son's room were it not for avoidance of discovering some "secret" that in reality he already knows? By avoiding the room, Steve's father can remain "ignorant" of his son's sexuality, although in the practice of avoiding it, he displays that he already has this knowledge. This is what Sedgwick (1991) referred to as the "Open Secret," a powerful structuring mechanism of the closet. The denial of knowledge of sexuality confines it to the bedroom, the most private space, preventing it from entering public space and thereby disrupting the heteronormativity of the public.
The following extract is taken from a diary by Stevi, a transsexual woman who is in the process of "gender reassignment." In this sense, she currently (at the time of the video diary) occupies a liminal position, passing convincingly neither as male nor female. It might be expected that a position of gender liminality would produce the greatest degree of discomfort, then, because as wanting to move toward being a woman (her authorial text) she is constantly read as not being one. However, it seems that it is not being read as a woman that is important but rather, not being read as a man. In this sense, it is not an appeal to heteronormative society that is being made but rather to the "transgender community." Being read as male (in the normative gender closet) is a position (coded by her as apolitical) of extreme discomfort. Embodying gender queerness is what brings satisfaction. In all of these extracts then, embodying one's identity is central to feelings of empowerment and comfort (for a more detailed discussion of comfort, see Holliday, 1999) . In one sense, this is clearly a reaction to heteronormativity and the constant threat of being pushed back into the closet. In another sense, however, identity politics produces a powerful discourse of its own in which being "visible" is a mark of political commitment, of being principled. Queer subjects clearly occupy an extremely tenuous position-pushed toward invisibility on one hand and visibility on the other. In the diaries, this was clearly observable in the constant negotiation of signifiers manifest in choices of clothing, hairstyles, and speech and bodily performances. Psychic comfort could be attained only when bodily texts were read as their authors intended. Given the arbitrary nature of signs, as well as the powerful forces structuring their misreading, comfort is something that queer subjects seem destined rarely to achieve.
CONCLUSION
There are a number of issues raised by the video diary method that I would now like to address. First and perhaps most significant, is the issue of presentation of material. In spite of the visual nature of the data that informs this article, I
am left to present it using only text and a few still images. To capture the "flavor" of the diaries in text is extremely difficult and takes up an enormous amount of writing space. This inevitably leaves little space in the average journal article for analyzing the findings and impoverishes the reader in relation to the writer. Conducting research presentations where clips from the diaries can be shown allows a quite different dynamic between diarist/researcher/audience to come into play. Diarists make self-representations (although clips are, of course, edited by me) directly to the audience and this has, on occasion, led to members of the audience challenging my analysis or adding to it. The nuances available in an audiovisual text are such that many simultaneous interpretations are possible. For instance, I have been challenged over my use of the term queer in referring to participants who described themselves in the clip as lesbian. Thus, the audience refers directly to the diarist in a way that I have rarely witnessed while using written transcripts. The diarist and their views are foregrounded in presentations.
Another issue specifically related to video diaries is that they are essentially a one-way conversation. This has sometimes been frustrating when I have wanted to explore some of the points made by the diarists. One way to address this is through follow-up interviews, although these might fruitfully be conducted after research presentations to incorporate some of the observations made by the presentation audience. Also, the spaces in which my participants were free to film were sometimes limited. Given the constraints of the closet, using a camera at work or in a gay club, for instance, was often impossible. Diaries were filmed largely, if not exclusively, in the home. When filming did take place at work, it was frequently done after hours or in individual offices so that the spaces seemed strangely devoid of other people and social interactions.
Developments in digital video, electronic journals, computer data storage and the Internet have now made it possible to envisage electronic papers in a new way. For instance, a Web space could be used to store an article that is part text (and hypertext for notes and additional explanations, for example), part video. Clips could be easily incorporated into theoretical or conceptual elaboration and argument. The reader could simply click on the relevant icon to run the clip. Given the large number of journals now online (including this one), it should now be possible to incorporate this technology easily into existing journals, publishers permitting. However, e-books on CD-ROM could provide a solution as information space on these is far less limited and costs would not necessarily rise with the inclusion of moving images. All these developments would, of course, bring with them new questions of access, permission, copyright, and ethics.
In this article, I have attempted to show the value of video diaries and their potential for capturing identity performances and performativities. I have also tried to elaborate a link between them and what might be called a queer methodology through the excerpts presented here. I hope that I have demonstrated (as far as is possible in a text-based medium) the extremely rich data that can be provided by video diaries as well as some of the problems and issues that they raise around their presentation.
